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6Tusche and crayon drawing on stone 2011/ 2012
7The making of art, and the task of looking at it, 
both require work, often hard, and sometimes an 
unequal struggle against the odds. But, as in all 
other spheres of human endeavour, the effort is 
amply repaid. This may seem to be stating the 
obvious, but in a world that increasingly demands 
instant gratiication, and where fast culture is 
becoming as much in demand as fast food, the 
work of the committed and experienced artist is 
seldom suficiently well appreciated by those who 
encounter it. 
Paul Croft is an artist, a Master Printer, a traveller, 
a skilled writer and a respected teacher, for whom 
art is central to his life. He understands fully and 
intuitively that it is necessary to work at the making 
and interpretation of art, and this exhibition is a 
record of thirty years or more of such engagement 
as well as being a well-deserved celebration of his 
considerable achievements.
Retrospective exhibitions, particularly those at a 
mid-stage in an artist’s life, present a curious set 
of problems, and are always best seen as being a 
tentative and partial summary, offering a somewhat 
subjective and selective view, and without the 
beneit of the telescopic lens that a longer history 
can offer. In the case of an artist like Croft these 
problems are complicated not only by the virtuosity 
of his imagination and technique but also by his 
proliic production of prints and drawings across 
the span of three decades. 
In looking through a much larger selection of his 
work than can be presented in this exhibition I was 
struck by one unassailable thought - that assessing 
his work is akin to the processes of archaeology. In 
common with that scientiic and creative discipline 
there is the need to uncover with care the strata of 
themes and approaches that he has taken, then to 
subject them to careful analysis before exhibiting 
them.
There is also the subsequent need to appreciate 
the sequential phases of his formation as a mature 
artist, taking him from his native Northern Ireland 
to his higher art education in Edinburgh and then 
through his highly inluential journeys and studies 
in Japan and New Mexico, before settling in Wales. 
Throughout all these phases Paul Croft has been 
assiduous in keeping detailed sketchbooks that 
form the backbone of his inspiration. He draws 
meticulously, obsessively, making careful notes 
as he goes along, following themes, but allowing 
himself to be surprised by the unexpected.
Drawn to Lithography
Richard Noyce
8The subject matter with which this artist is concerned 
occupies a curious territory, grounded in objective 
examination and recording, but infused with a 
deeply subjective sensitivity and imagination. The 
work selected for this exhibition falls into distinct 
series that relect his personal journey, and to 
some extent each series is distinct from the others. 
At the same time a careful eye will distinguish 
unifying threads that link one approach to 
another: great attention to line and form, a reined 
approach to colour and tone, and a frequent use of 
the square format - perhaps the most dificult in 
terms of composition, a challenge to a viewer more 
habituated to looking at works in a rectangular 
format or the classical demands of the Golden 
Section.
Many of the works are small in scale, another 
decision that demands the compression of the 
basic  idea behind the work and bringing with it 
a particular discipline in both composition and 
technique, with little room for error. This is not to 
suggest that Croft is constrained to any degree 
by choosing to follow this strict path. Instead, by 
creating a formal framework of visual attributes he 
has allowed himself considerable personal freedom 
to produce a body of work that has great coherence.
Paul Croft has deined his themes as being an 
interest in the object and the artefact, derived from 
the traditions of the still life, progressing through 
the idea of visual language and alphabets. Because 
of this deinition he places himself irmly within a 
long tradition of British art making, rigorous in 
technique, clearly aware of historical precedent, but 
including a highly individual personal imaginative 
and conceptual skill. 
Making comparisons between an artist and his 
antecedents is always a risky business, but one 
view of his work is that it comes from the same sort 
of concerns that can be seen in much of the work of 
Paul Nash and Graham Sutherland, including their 
distinctively British approaches to Surrealism, and 
their ways of making reference to aspects of the 
landscape. 
In some of the prints based on his experience of 
Dundee (circa 1986-88), for example, the long 
line of hills on the coast of the Tay estuary form a 
binding thread across the geometric complexities 
of the images, a device that unites the elements of 
the small prints. 
Around the same time he produced the ‘Navan’ 
series, and these demonstrate the intensity with 
which Croft approaches making art, as the same 
image is interprted successively in etching, 
lithography, drawing and pastel, using the same 
visual language and the same concentrated set of 
skills. 
Other works from the 1980s and on into the 1990s 
demonstrate the disparate ways in which the artist 
developed the vocabulary of imagery that continues 
to underlie the work that followed.
In 1992 the artist had the opportunity to visit 
Japan in conjunction with his exhibition in Tokyo. 
His experience of travelling in a country with a rich 
heritage of printmaking and the blend of ancient 
heritage and technological modernity proved to be 
a pivotal point in his career. He has commented on 
the strangeness of being in a country in which not 
only the language was different but also in which 
the majority of the advertising signs and texts were 
incomprehensible to a non-Japanese speaker, and 
of how this enabled him to focus on what he saw as 
being symbols and patterns, with the ever present 
evidence of the calligraphy that is central to the 
various Japanese alphabets.
9The visual remnants of that experience provide a 
pivotal point in the evolution of his work, and an 
abiding interest in the manner in which symbolic 
language can be incorporated into his prints and 
drawings.
The journey to Japan was very important for 
Croft, but it was the chance to study at The 
Tamarind Institute from 1994-1996 that enabled 
his explorations, his technique and his approach 
to crystallise into the mature form that they have 
now achieved. 
The Institute, based at the University of New 
Mexico in Albuquerque, is the single most 
internationally important educational and study 
centre for lithography, having trained two or three 
generations of Master Printers who are now working 
in print workshops and university departments in 
many countries, and also having some of the most 
important study resources for printmaking in the 
world.
The desert environment of New Mexico provided 
a complete contrast to his experience in the Celtic 
world and the chance to absorb the rich cultural 
heritage of the native peoples, but at the same time 
immersion in an intensive and highly specialised 
professional training in the complex processes of 
lithography.
The combination of an eyes wide experience of 
two different but visually powerful cultures and the 
development of remarkable technical skills meant 
that by 1999, when he took up his teaching position 
at the School of Art at Aberystwyth University, Paul 
Croft had already attained an important position in 
British and Euopean printmaking. 
In the early years of this century he further 
consolidated his position with the publication of 
two acclaimed handbooks on Stone Lithography 
(2001) and Plate Lithography (2003) and by his 
election to the Royal Society of Painter Printmakers 
(2005).
The works produced in response to his experiences 
in Japan and New Mexico, and those produced 
subsequently, prove how the artist’s visual 
language, that is derived from existing vocabularies 
of symbols and yet occupying its own ictive position 
within the development of his personal creative 
mythology, demonstrates assurance and integrity. 
Elements of landscape and still life continue to 
provide starting points, but it is his development 
of those elements into a richly complex and highly 
controlled approach to making of art that marks 
Croft’s work as an unique contribution to the time 
in which we live. 
There is a greater emphasis on symbols, for 
example in ‘Flags, Floats and Boats’ series that he 
produced for submission to the Royal Society in 
2005 and in the current ‘Les Amulets et Animaux à 
Musée’ series that includes digital intervention in 
the lithographic process.
Paul Croft produces quiet work, sometimes even 
unassuming, but for those who choose to take 
the necessary time to engage with the prints and 
drawings, considering carefully the subtleties 
of colour and composition, to enter as it were 
into a meditative complicity with them, there 
is much pleasure to be gained. The techniques 
that he uses, whether in printmaking or drawing 
require dedication and time to reach the point of 
conclusion. Those who encounter his work will, it 
is hoped, accord them the time they need to reach 
a sense of true communication between the world 
of the artist and the world of the viewer. This, after 
all, is the real work of art.
Richard Noyce, Montgomeryshire, 2012
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‘What’s under works up’
David Jones, The Anathemata: Fragments of an Attempted Writing 
(Faber & Faber 1952)
Anne Price-Owen
I don’t actually remember when I irst met Paul Croft, 
because our initial meeting took place at the Ulster 
Museum. Paul, perhaps 10 years old, was with his 
parents Dick and Helen, and his big sister Amanda, a 
few years his senior. I already knew his parents from 
exhibitions and Amanda because I was teaching her art 
in one of Ireland’s most prestigious schools Methodist 
College Belfast, known as ‘Methody’. 
Founded in 1868, Methody is a mixture of styles resulting 
in neo-Gothic-cum-quasi-Classical architecture with 
substantial extensions added from the 1960s. Art was 
taught three lights up on the top loor and the atmosphere 
there was usually one of chaos, which extended to a 
comfortable, somewhat Dickensian-like ethos reigning 
over all who entered this bohemian domain. At least, 
that’s how it seemed to me. 
The Head of Department was a brilliant calligrapher, 
draftsman and caricaturist, who parodied himself in 
mixed media on cartridge, as a short, tubby man 
burrowing under a mountain of paper in an effort to ind 
the sharpener to shave yet another sliver from his 6B 
pencil or charcoal. This in itself perhaps gives some idea 
of the setting both staff and pupils enjoyed. I use the last 
epithet deliberately, for I’m certain that the friendliness 
and hospitality offered up there in the garret of a noble, 
nay stately, college, made everyone feel welcome.
Paul’s sister Mandy was a talented pupil, and her passion 
was art history – a subject not then included in the 
curriculum, so when she, supported by her mother, 
campaigned for Art History to be taught, I readily 
volunteered to teach the subject. Initially numbers were 
in the minority and with space at a premium, we taught 
in the small anteroom (also the art-staffroom-store) that 
opened off the main attic. 
Thus it was, and for years our pupils sustained excellent 
results, with the majority of our ‘A’ level students securing 
places at art colleges or taking up university places to 
pursue degrees in art history and theory. Naturally, Paul 
excelled in art. Indeed, I know of no other pre-art student 
who surpassed him in wit and intelligence, both of which 
informed and advanced his original talent, automatically 
increasing his dexterity. 
There were lots of other stars in the department, who 
encouraged, and were encouraged by one another in a 
ferment of friendly rivalry. Our results were unsurprising! 
How many other would-be artists cut their teeth in 
studios that unintentionally emulated the archetypal 
artist in his garret? If that weren’t inducement enough, 
the Ulster Museum was virtually across the road! This 
crucible was enhanced when the 11 year-old Paul arrived 
in September 1974 wearing his obligatory, out-sized 
blazer. 
Even without all this, Paul was destined to be an artist. 
Art is in his DNA. Both of Paul’s parents are artists. Dick 
is a painter with an enviable reputation, and Helen, who 
studied textiles is also a very ine practitioner. Moreover, 
both artists were also teachers, who worked assiduously 
in their studios at home in their free time. Inevitably, 
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Paul absorbed art by osmosis, and his aesthetic sense 
developed exponentially.
Throughout his years at Methody, we staff had him 
marked as art-college material. His lair for drawing and 
painting lourished: he proved to be adept with all kinds 
of materials and techniques, and positively bristled with 
enthusiasm at the challenging projects and assignments 
he was set. He was remarkably studious and seriously 
minded about art, which belied his wicked sense of 
humour, a trait that perhaps pre-empted the surreal 
aesthetic he has continued to draw on. 
Using different media, drawings of  objects, igure 
studies and still-lifes were investigated from different 
angles, at times isolating details for closer observation 
in monotone and in colour in order to evoke textures, 
rhythm and form. He treated small objects like Japanese 
netsuke, feeing their texture, rolling them about in his 
hand in order to familiarise himself with their unique 
attributes. To the best of my knowledge, he was our only 
pupil ever to achieve 95% in ‘O’ level art. His future was 
surely etched on a plate: and in 1981 he gained a place 
at Edinburgh College of Art.
Clearly, Paul has never looked back. I believe that his 
irst 18 years in Belfast provided him with a store of 
interconnected signs, symbols and metaphors that 
contributed signiicantly to his future as a master 
printmaker. From birth, Paul experienced the Irish 
‘Troubles’ irst hand. We all learnt to be vigilant - keeping 
lookout for suspicious parcels, people, vans, increased 
our powers of observation. 
Effectively a divided city physically and politically, and 
one that dealt in both Pounds Sterling and Irish Punts, 
Belfast presented itself as a series of paradoxes and 
fragments with its bombed buildings, shattered windows, 
rubble and personal belongings mixed together in heaps, 
death, distress and disigurement in all senses, where 
peace and conlict, protests and marches, all conspired 
against positive reconciliation. 
Icons, emblems and lags like the Union Jack, Tricolour, 
St Patrick’s and black lags, appeared throughout 
the province, together with text inscribed on mural-
paintings prevalent on gable walls. These illustrations 
of contemporary heroes and villains were accompanied 
by slogans like ‘Brits Out’ and ‘No Pope Here’. Grafiti 
relected the political impasse (my favourite, ‘KILL 
SECTARIANISM’, was daubed on the side of the Boyne 
Bride), while ‘OPEN FOR BUSINESS’ appeared on 
boarded-up shop fronts after nights of violence. 
For a time Queens University, in close proximity to 
Methody, became a bilingual establishment insofar as the 
English place names in public areas were underwritten in 
Irish, to most, an unfamiliar language in a Celtic script. All 
of this possibly insinuated its way into the subconscious 
of the young artist instilling him with a regard for the 
temporary, sometimes fractured, certainly fragile, nature 
of things. He developed a temperament that was open, 
pervasive, alert and curious.
All the qualities and originality of an artist of ingenuity 
are exempliied in this exhibition. Imagination and 
innovation are demonstrated in unique combinations 
and ‘invented’ compositions. His thorough examination 
of his subject is evident in his propensity for working in 
series, so that the ‘states’ of media actually emulate the 
different ‘states’ of the master printmaker’s technique 
with which he is so familiar. His vision is compounded 
with a Klee-like playfulness coupled with an underlying 
spiritual sentiment, which contributes to this show’s 
appeal. 
Years later in 1999, I met Paul in Aberystwyth, and was 
delighted to learn of my protégé’s achievements and 
that he was teaching at The School of Art. I did not know 
then what I know now about how much he has helped 
and inluenced other people, both artists and students. 
I laughingly used to tell people that I taught him all that 
he knows. I did not, as this formidable display reveals. 
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Master Printer and Printmaker
Paul Croft TMP RE
The prospect of writing about one’s own work, prints 
and drawings is undoubtedly a challenge. After all, when 
reviewing the work of another artist, it is at least possible 
to take a clear objective view of a life, to examine 
motivations and to try to understand what has inspired 
that person to make the images they have.
Self analysis by its very nature is potentially fraught with 
subjectivity, contradictions and all manner of emotional 
baggage and doubts. As the creative process tends to be 
intuitive - an improvisation of various different factors, 
inluences, inspiration and response to media and 
materials, it is not always possible at the time, to fully 
comprehend quite what the impetus has been. It can be 
dificult to see the wood for the trees so to speak. 
Hindsight and a period of relection naturally can help 
to provide some of the answers, so the opportunity to 
review work at mid-career, to see how one is progressing 
along the proverbial journey of life has been a curious 
affair. As 2013 marks my iieth year, this exhibition 
thus serves as a veritable milestone and just such an 
opportunity to take stock.
Originally the intention for Fifty: Fifty was to be an 
exhibition of ifty prints put together as a celebration of 
this auspicious anniversary. Then there was the notion 
that there would be ifty prints and ifty drawings. What 
has actually transpired is an exhibition of drawings, 
etchings, screenprints and not surprisingly, a lot of 
lithography, representing a body of work spanning thirty 
years. 
The process of curating this show has typically been a 
trip down memory lane and there are quite a few pieces 
of work that have not seen the light of day for a great 
many years. Some prints I rather suspect have never 
been exhibited before. Over three decades the focus has 
naturally shifted and this is relected in the writing of this 
catalogue, which seeks to identify in ten sections, the 
main themes and concerns that have informed the work. 
Signiicantly though - it is intriguing to recognise in 
prints made thirty years ago - the same or similar motifs, 
formats and approaches that are to be found in more 
contemporary works. Perhaps one should not be surprised 
at that revelation since art is after all the product and 
expression of one’s personality, character and sense of 
identity. What I have come to realise however, is that 
underlying much of my work is the notion of language – 
visual language – pictographical language – alphabetical 
language – symbols and letter forms that have led to the 
invention of my own personal lexicon.
Both my parents are artists and had been teachers as well. 
My father is a painter and my mother is a textile artist. 
My sister is an art historian. So somehow art, drawing 
and painting was a relatively natural preoccupation for 
me when I was growing up. I was raised with the smell 
of turpentine and paint. 
Living in Northern Ireland during the 1970s and 1980s 
naturally had its downside. From our house on the hills 
above Belfast we had a grandstand view of attrocity. I 
have clear memories of Bloody Friday and the day the 
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gas works was set on ire, quite a spectacular sight for a 
nine year old boy.
The circuitous route through three decades of academia 
started as a student at Edinburgh College of Art in 1981, 
where I spent a very happy ive years studying to become 
a ine artist. Initially I started off trying to paint in the 
Edinburgh Colourist tradition, but soon realised that I 
was more interested in the physicality of printmaking.
The road to Damascus led to the print studio at Inverleith, 
a facility that catered for students from all years. As well 
as becoming interested in the techniques of printmaking, 
etching plates in acids, carving blocks, the alchemy of 
lithography; what really attracted me to printmaking was 
the communal atmosphere and the fact that students and 
staff from all disciplines were interacting, quite literally 
bumping into each other. 
That sense of community remains important and is crucial 
in the educational workshop, where students learn as 
much if not more from observing, communicating and 
helping each other in the studio.
Looking back there have been two formative experiences 
that so far, have had a signiicant role in the development 
of my career as an artist. In 1992 I was fortunate to 
receive an award from the Canadian Greenshields 
Foundation that enabled me to travel to Japan, where 
I was to visit Tokyo and Kyoto. In 1994 a further grant 
from the same Foundation allowed me to take up a 
place on the Master Printer Training Programme at the 
world renowned Tamarind Institute in Albuquerque, New 
Mexico. 
Whereas the visit to Japan was to awaken within me 
an almost spiritual and aesthetic approach to conceiving 
graphic art, it was the rigorous training at the Tamarind 
Institute that equipped me with the technical dexterity 
and self discipline to execute images in lithography as 
well as the skills with which to collaborate and print for 
other artists.
As a professional I now regard myself as having a tripartite 
role as artist making prints, Master Printer collaborating 
with other artists and educator currently teaching 
printmaking at The School of Art Aberystwyth. All three 
roles naturally are inter connected. The opportunity to 
collaborate with professional artists, to prepare, etch 
and proof stones and plates has its own appeal and in 
recent years has led to collaborations with Mary Lloyd 
Jones, Stuart Pearson Wright, Shani Rhys James, David 
Tress, Marcelle Hanselaar and Wuon Gean Ho to list just 
a few . 
Over the years then the continuing interaction with 
friends and colleagues, artists and students alike, has 
contributed to the making of images, drawings and 
prints, adding to the rich tapestry of life, the threads of 
which I attempt to bring together in this exhibition and 
catalogue.
Paul Croft, Aberystwyth, 2012 
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Stowell’s Still Life Etching 305mm x 305mm 1983 / 2012
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1
Flotsam and Jetsam 
Founding Objects and Still Life
I remember once a fellow artist saying that we are the 
sum total of the objects that we have accumulated 
during the course of a lifetime. Very possibly we are all 
magpies, collectors of stuff, things that we have either 
seen and picked up or bought or have been given to us as 
mementoes, as gifts loaded with meaning and intention. 
For me, collecting has been more than just a hobby, from 
boyhood fascination for fossiling, beachcombing, antique 
shops and lea markets, museum cabinets of curiosities; 
lotsam and jetsam and the found object has continued 
to captivate my attention.
Having lived adjacent to the sea both in Ireland and 
now here in Wales, the simple pleasure of walking along 
rubbish strewn beaches has always been an attractive 
and pleasurable Sunday activity. Tan y Bwlch and the 
strand between Borth and Ynyslas have become veritable 
treasuries for rainbow coloured plastic bottle tops, tin 
cans and wood and naturally, shells, crabs and bits and 
pieces of bone. Trips to the council recycling facility not 
surprisingly also hold special appeal. 
The Strand Salvage Selection that comprised of a series 
of drawings based upon lotsam and jetsam found along 
the beach in Dundrum, County Down was exhibited in 
Lurgan in 1988. Sadly most of these drawings have been 
lost, but the arrangement of pieces of machinery, bits of 
textured wood, car parts, pieces of toys, plastic animals, 
rusting metal, bits of graphics, letters and numbers 
contributed to a powerful series of images that were 
executed in charcoal, chalk and paint. The arrangement 
of these objects in the studio was in itself installational, 
and the objects were drawn as if they were dramas 
occurring within theatrical stage sets. Landscape too 
was an important aspect of the work and in some of the 
drawings there were obviously references to the beach 
and the Mountains of Mourne.
Certainly in much of my work the object has featured 
under some sort of guise and in varying context, 
appearing either as a component in traditional still life, or 
as an element in composition, collages and assemblage. 
Nowadays terms such as ‘still life’ and ‘composition’ 
are rarely uttered and are decidedly unfashionable, 
but for me growing up in an artistic environment, it 
was commonplace, customary and the norm. Drawing, 
object drawing and visual diaries were part and parcel of 
secondary school education and at Edinburgh College of 
Art, still life painting was a mandatory part of the course 
until you reached your inal year.
Stowell’s Still Life completed whilst I was a student in 
1983 is signiicant for many reasons, not least because 
it was the irst etching and aquatint that I felt had been 
successful and marked the transition from painter to 
printmaker. Comprising of found objects, cut angular 
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girder, metal fence tips, slate and rusting metal – in 
some respects it was a statement of revolt against the 
lowery pink fantasies that we were expected to paint 
in the Edinburgh Colourist tradition. Painted in subtle 
and muted shades of grey and black and subsequently 
translated into etching, the work also represents an 
appreciation of the anonymity of found objects and the 
potential for artefacts to assume new meaning as they 
are reassembled and arranged. 
That - sharp metal fragments and bullet-shaped fencing 
tips could evoke menacing connotations was a revelation 
and has had considerable and far reaching consequences 
for subsequent work. 
Improvisation, collage and arrangement used to create 
new structures from fragments, artefacts and objects 
was also informed at the time by reading Guillaume 
Apollinaire’s observations of early Cubism and the idea 
that paintings might be constructed with elements 
borrowed and invented by the artist.
In compositions such as Asparagus and Fish and Nature 
Notes Fern 1999, the playful arrangement of objects 
Asparagus and Fish 
Collage and Drawing 
290mm x 220mm 1999
Nature Notes Fern
Drawing
290mm x 220mm 1999
Top Shell at The Northern Banks
Collage and Drawing
290mm x 220mm 1999
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and collage including shopping lists and envelopes, 
developing connections between disparate and 
incongruous artefacts was achieved through series of 
thumbnail sketches, drawings, collages and the prints 
themselves. 
In composing images, lattening of space has always 
been conspicuous and an intentional feature of the work. 
Perhaps inspired as much by the process of layering that 
is inherent in printmaking this lattening is also a factor 
of collage and the interplay of what is drawn and printed 
with that which is chine collé. 
The transition from drawing to print is also in some 
way responsible for changing syntax, disassociating the 
image from the original arrangement or composition, the 
print becomes an object itself. In this context artefacts 
assume symbolic meaning, they become emblematic 
and have the potential to become part of a lexicon of 
motifs forming a personal visual language. And it is this 
preoccupation with visual language, the idea that objects 
themselves can inspire a whole dictionary of symbols, 
letters and characters that has in many respects 
continued to inspire a body of work over thirty years.
Top Shell at The Northern Banks
Lithograph with Chine Collé
290mm x 220mm 1999
Nature Notes Asparagus
Drawing
290mm 220mm 1999
Asparagus and Fish 
Lithograph with Chine Collé
290mm x 220mm 1999
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Ammonite Excavation da Vinci Fort   Lithograph and Screenprint with Pastel Monoprint   305mm x 365mm   1992
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2
Peeling back the Layers
Uncovering the Past
In another life I may well have been an archaeologist. 
In a letter from Richard Leaky that he wrote in response 
to my childhood excitement at the discovery of Lucy 
Australopithecus in Ethiopia in 1972 – he recommended 
that I study history, geology and biology if I wanted to 
dig up bones for a living. But he also cautioned against 
expectations of becoming the next Howard Carter and 
suggested that the unearthing of dinosaurs and golden 
temples was in reality quite rare.
This however has not subdued my general interest in 
all things archaeological, which being placed somewhere 
between geology, palaeontology, anthropology, ethnology 
and linguistics, is probably not so unrepresentative 
of the average person who likes to read the National 
Geographical magazine. 
That this interest is so broad is none the lesser for that, 
and history, prehistoric, ancient and more contemporary 
has tended to crop up in compositions, such as those 
objects drawn from the British Museum and in this series 
of drawings and prints based upon Navan Fort in County 
Armagh.
The site of Navan Fort, known also as Emain Macha, 
located a couple of miles west of Armagh comprises of 
a large mound and barrow surrounded by a ditch and 
earthen ramparts. Considered to be the ancient capital of 
Ulaid or Ulster, the oldest part of the monument probably 
dates back to Neolithic times (4000-2500BC) while more 
recent additions have been accurately dated to 95BC. 
Inspiration for the drawings and prints came from a series 
of sketches and study of some of the archaeological 
drawings and plans that resulted from excavations – 
that show layers of habitation – post holes and rings of 
buildings and huts. 
Included here in the catalogue are a number of 
thumbnail sketches, drawings and linocuts that were 
used to develop the inal composition of two drawings, 
one in pastel the other in graphite, together with two 
prints, a large etching and lithograph printed from stone. 
Signiicantly as the image developed from one medium 
to the next – layers of drawing would be buried and 
excavated using erasers, scrapers and burnishers and in 
the inal prints there is a great sense of looking through 
slices of uncovered earth and history.
Fossils naturally fall within the realms of the found object 
and fossiling like beachcombing remains a stimulating 
activity full of anticipation and sense of discovery.  Regular 
trips to the North Antrim Coast and once to Lyme Regis 
presented opportunities for collecting the most beautiful 
ammonites, gryphaea (devil’s toe nails), crinoids, and 
belemnites. 
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Ammonites have featured regularly in such prints as 
Ammonite Excavation da Vinci Fort  and Bela Amon Mite 
1992 and even in the series of etchings Thesaurus I-IV 
2004 that were completed for an exhibition celebrating 
the work of Dylan Thomas.
The spiral form that so frequently appears in much 
my work also has its origins in the rock carvings 
of Newgrange, Dowth and Knowth – the Megalithic 
passage graves and mounds located in the Boyne Valley 
north of Dublin. Dating from around 3200BC, the 97 
giant kerbstones that ring the mound at Newgrange are 
festooned in spirals, double spirals, concentric circles, 
chevrons, zigzags and herring bone designs. 
Fascination for the mysterious calligraphic nature of 
these rock carvings would later be repeated with the 
discovery of very similar petroglyphs that are to be 
found at sites throughout the American Southwest – in 
the states of New Mexico, Arizona and Colorado. More 
recently I had the opportunity to photograph yet more 
examples of cup-and-ring markings at Kilmartin in the 
West of Scotland. 
Over the years as archaeological sites have been visited 
I have tried to document as many of these carvings 
and petroglyphs as I can, photographing and drawing 
the markings and adding these to an ever expanding 
library of motifs. As this virtual library now holds a great 
many symbols originating from a variety of different 
sources – since about 2010 – cataloguing them on the 
computer has become an important preoccupation and 
has led to the invention of a ictitious language known 
as Greganyce.
Series of sketchbook studies for Navan Fort 1988-1989
Pencil, pen, linocut, polystyrene print, collage, oil pastel
Facing Page: Navan Fort I-IV 525mm x 490mm 1989 - 1990
Chalk Pastel, Graphite, Lithograph, Etching
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The Garden Etching 760mm x 610mm 1986
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Visualising Visual Language
Exploration of Visual Language
Like all student work, the Garden Series completed for 
post graduate study in 1986, occupies its own time and 
space. Originally comprising of ten drawings and ten 
prints the series nonetheless, still has relevance and 
there are ideas, motifs and symbols here like small 
chequered boxes and poles that have had a tendency 
to reappear and inhabit prints and drawings made at a 
much later date.
The work essentially explored the idea of developing 
visual language from objects and artefacts that were 
drawn from a wide range of sources. Some of these 
were found objects, fossils, sea urchins, bit and pieces 
of fragmented charred wood, rusty metal and machine 
parts like cogs and wheels. Others came as organic 
and animate materials such as leaves, toadstools, lies, 
earthworms, and lat-worms. The source for more 
abstract motifs such as striped signal poles, crosses and 
black-and-white squares are more dificult to place – but 
have endured the passage of time and are commonly 
seen in new prints.
Signiicantly, the work at this time was greatly inspired 
by paintings that I had seen by Joan Miro, that he had 
made during the early 1920s. In paintings such as The 
Farm 1922, I was particularly intrigued by the process 
of detailing, where he attempted to paint every tiny 
little creature in the scene. If you look carefully at this 
painting, you will ind snails, birds, hens, cockerels, tiny 
details of stones and leaves on the tree. 
What I found quite extraordinary however is how, in 
such a short period of time, Miro was able to transform 
these really quite mundane paintings into something that 
was so entirely exceptional. Within a couple of years he 
was painting scenes like the Harlequins Carnival 1925, 
by which time all the tiny details – the small creatures, 
bugs, cats, lies and other invented forms had become 
animated and released within the lat of the canvas. For 
me this was a kind of revelation – since I saw in that 
process and in Miro’s subsequent work, the release of 
visual language – the invention of forms and shapes that 
were to take on their own meaning.
The notion of detailing thus became important and 
evident in the series of large drawings that were made 
using a Biro pen and took some weeks to complete. The 
etchings that followed are equally intense. All the prints 
in the series are very much rooted within the tradition 
of still life although the context may appear a little 
obscure and perhaps even surreal. In The Garden 1986, 
a constructed sanctuary made from elements of textured 
wood help protect and nurture a formidable zoo of new 
creatures and objects that were then subsequently 
released as newly born symbols in the second of this 
pair of etchings entitled Release 1986. 
The visualisation of visual language is but one step 
to luency. Since then the process of developing and 
understanding the construct and meaning of symbols 
and characters has greatly been enhanced by exposure 
to other inluences and cultures - in particular Japan 
where calligraphic concerns are paramount in society. 
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Release Etching 760mm x 610mm 1986
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One Day Drawing 225mm x 180mm 1985 One Day Screenprint 510mm x 380mm 1985-86
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Hiragana Board  Charcoal 700mm x 500mm 1994     Prayer Wheel Plaques Charcoal 700mm x 500m 1994
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Calligraphic Concerns
Japan: A Revelation in Language,
Paper, Print and Packaging
The opportunity to travel to Japan arose when I was 
teaching printmaking at the University of Ulster in 
Belfast. 
Following involvement in the Japan Festival, a year-
long UK nationwide celebration of Japanese culture 
organised by The Japan Foundation in 1991, I received 
an invitation from an ex-student, Hide Ishibashi, to 
have a solo exhibition at Gallery Sudo in the Roppongi 
district of Tokyo. I was fortunate then to receive an 
award of $10,000 Canadian Dollars from The Elizabeth 
Greenshields Foundation that enabled me to go out to 
Japan for two months over the Christmas and New Year 
vacation of 1992-1993.
Japan was awe inspiring. It was like no place that I had 
ever been to and yet at the same time it felt like I was 
coming home. Everything about Japanese culture made 
a lasting impression upon me. Seeing Mount Fuji appear 
through the clouds at dawn as we lew into Narita airport 
was magical. The sheer immensity of Tokyo and the 
seemingly endless city from Tokyo to Kyoto seen from 
the bullet train, was astounding. 
Japanese culture is a curious mixture of old and new, 
where the past collides with the future as Buddhist 
temples and Shinto shrines are found tucked away 
within the depths of the city, between skyscrapers of 
Shinjuku and Shibuya like some sort of scene from Blade 
Runner. In Kyoto there was the opportunity to visit the 
Zen Buddhist Temple of Ryoanji with it famous garden of 
raked gravel and stones, the Golden Pavilion at Kinkaku-
Ji, the Kiyomizu Temple that is built on wooden stilts 
on the side of the hill and the Temple of One Thousand 
Golden Buddhas at Toji. 
Just as appealing were the smaller and more intimate 
Shinto shrines that are commonly found in country 
areas, invariably located in quiet secluded areas of 
woods or on hillsides and feature small wooden framed 
structures bedecked in curtains, lags and banners. Many 
of the shrines had bells and at this time of the year were 
decorated with gifts of rice cakes and fruit. 
For an impressionable artist interested in visual language, 
it was the calligraphic nature of Japanese culture that was 
particularly striking. Everything from newspapers, books, 
signs, street signs, notices, banners, scrolls, advertising 
and packaging to electronically displayed information 
and huge video screens - broadcast a bewildering array 
of Hiragana, Katakana and Kanji characters seen as black 
on white or white on blue. 
From the professional Manichi Shodo Calligraphers 
to annual exhibitions of local Calligraphy Societies, 
calligraphy is a national obsession and is seen not only 
as an art form, but typically as poetry and performance 
as well.
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Japan of course is a veritable paradise for the 
printmaker as paper and printmaking is everywhere. 
Specialist paper shops provide a huge selection of 
handmade Mulberry papers, dyed and tie-dyed tissue to 
commercial decorative papers that are used for origami 
and packaging. As it was New Year, woodcutting tools 
and wood blocks were widely available as too were the 
amazing Printo-Goku printing machines used for printing 
New Year Cards. 
Whilst trying to learn some of the 100 or more characters 
of the Hiragana and Katakana alphabets, I was impressed 
both by the graphic quality of the letterforms and by the 
possibility of sounding these out in a poetical manner 
as: 
a - i - u - e - o ,  ka-ki-ku-ke-ko,  sa-shi-su-se-so, 
ta-chi-tsu-te-to,  na-ni-nu-ne-no, ha-hi-hu-he-ho,
and so forth, as in the etching Hiragana I 1993 and in 
drawings such as Hiragana Board 1994. 
Through this process some of these characters became 
integrated into my own personal lexicon whilst others 
were inspired and invented as new motifs as seen in 
subsequent drawings and prints from this period and 
later were developed in the formation of Greganyce.
The format and manner in which information is presented, 
normally seen vertically and reading from right to left 
has also been inluential as a means for structuring the 
composition of prints and drawings. 
The large boards of small envelopes, bound with gold 
strips containing prayers, charms and dedications that 
are commonly seen outside temples in Japan have also 
become a frequently used design and vehicle for much 
of my work since – such as may be seen even in the 
more recent prints of Lexicons and Alphabets.
In hindsight, given the interest in developing visual 
language, it seems only logical to have visited Japan and 
to have become interested in its culture. The discovery 
of artists such as Shiko Munakata, Naoko Matsubara and 
later the Chinese born artist Xu Bing, whose splendid 
print installation The Book from the Sky 1987-1991 
that involved the production of 4000 invented Chinese 
characters carved from blocks of wood; have continued 
to inspire the development of my own work.
Folded Prayer Envelopes outside Toji Temple Kyoto 1993 Prayer Wheel Plaques, Toji, Kyoto 1993
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Above: Spiral Shrine Lithograph
700mm x 500mm 1995
Right: Hiragana I Etching
690mm x 240mm 1993
30
Petroglyphs at Three Rivers, New Mexico 1995
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Etched in Stone
Albuquerque Stone and Petroglyphs
I irst heard about the Tamarind Institute of Lithography 
in 1986, when Elspeth Lamb, who taught me lithography 
in Edinburgh, came back from Albuquerque having 
completed a four-month long fellowship there. Upon her 
return I heard tales of endless crayon and wash tests 
and hours of arduous stone graining, but in spite of this, 
she convinced me then, that a future tour of duty to New 
Mexico should be placed irmly upon my list of priorities. 
However it was to take me a further eight years to inally 
get around to applying and when I was accepted, I was 
again fortunate to receive a further grant from The 
Elizabeth Greenshields Foundation that enabled me to 
take up the place in August 1994. 
Anyone who has tried to print lithographs by hand, 
either from stone or from plate, will surely attest to the 
skill that is required to print images successfully. Unlike 
relief printing and etching that rely upon the physical 
manipulation of a printing surface through cutting, 
scraping, incision and the corrosive action of acid; 
lithography by contrast is a planographic process that 
relies upon the image being drawn and printed from a 
totally lat surface of limestone or specially grained plate. 
Selective inking and printing of that image is then 
determined by the chemical manipulation of that surface 
using proportional mixtures of Gum Arabic, nitric, tannic 
and phosphoric acid. 
It is not surprising then that lithography invented in 
1798 by Alois Senefelder (1771-1834) was irst known 
as chemical printing and even today is regarded by many 
as alchemy, more science than art, dificult to understand 
and master. Today offset lithography is used for just 
about everything that is printed, and even the idea of 
mutual repulsion in lithography, translates electronically 
as the basis for some digital processes of direct-to-press 
printing.
The Tamarind Institute, which celebrated its iftieth 
anniversary by moving into a fabulous new suite of studios 
in 2010, was founded in 1960 by June Wayne (1918-
2011) as the Tamarind Lithography Workshop in Los 
Angeles. Ten years later in 1970 under the directorship 
of Clinton Adams (1918-2002), it moved to become The 
Tamarind Institute, a division of the University of New 
Mexico in Albuquerque. Since 1985 the Institute has 
been under the irm leadership of Marjorie Devon.
Since its foundation the Institute has become the world 
renowned centre for lithographic research and it has 
been supremely successful in promoting lithography 
and training Master Printers, who have since established 
their own studios throughout the USA and worldwide. 
It is also true to say that Tamarind has had a signiicant 
impact on printmaking in general and it has not only 
been repsonsible for research and development of 
32
printing presses, paper and inks; but has also inlenced 
to a large extent how printmaking is currently regarded 
and taught at educational establishments worldwide.
The Professional Printer Training and Master Printer 
Training Programmes provide excellent instruction on 
all aspects of lithography from preparation of stones 
and plates, techniques of drawing and etching, printing, 
editioning and documentation. As well as learning the 
techniques of lithography the course also develops 
collaborative skills that allow printers to work successfully 
with artists, facilitating drawing and printing of inal 
editions. 
Since qualifying as a Tamarind Master Printer myself, 
I have always found time to collaborate with artists 
every year, and during the last decade, collaborations 
have included working with Mary Lloyd Jones, Eleri 
Mills, Stuart Pearson Wright, Wuon Gean Ho, Marcelle 
Hanselaar, Pete Williams, David Tress and many others.
Albuquerque being a mile high, located on the high 
desert plains of the American Southwest in the State 
of New Mexico is breathtaking in more than one sense 
of the word. With practically zero humidity for much of 
the year and temperatures of over 40°C at the height of 
summer, some time is usually required to become fully 
acclimatised. 
New Mexico aka The Land of Enchantment, easily twice 
the size of Ireland with about a third of the population, 
has diverse and dramatic scenery, from Carlsbaad 
Caverns and White Sands in the south to the more 
mountainous Jemez and Taos in the north. 
Kacina Zig Zag Graphite 445mm x 415mm 1997 Arizona Landscape Graphite 445mm x 415mm 1997
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Historically the State has a rich diversity of archaeological 
sites dating as far back as 9200BC and include examples 
of Mogollon, Anasazi, Pueblo, Spanish and Hispanic 
culture. In the two years that I was in Albuquerque I was 
fortunate to visit sites such as Acoma, Jemez and Taos 
Pueblos, Bandelier, Wupatki and Montezuma’s Castle 
near Sedona in Arizona. 
Signiicantly what fascinated me most of all of course, 
were the numerous sites that had petroglyphs, rock 
carvings of symbols – spirals, concentric circles, zigzags 
and a whole myriad of animals, birds and faces that 
were unique to the region. As with similar carvings 
found elsewhere throughout the world, the meaning 
and purpose of these has never been fully understood. 
As a form of communication - undoubtedly they were 
considered sacred, and formed some part of ritual.
At one site known as Three Rivers in Southern New 
Mexico, there are possibly over 21,000 petroglyphs 
that have been carved on to a low rocky ridge by the 
Jornada Mogollon peoples who inhabited the region until 
about 1400AD. Being easily accessible it was amazing 
to discover just how many of these rocks and boulders 
were covered in all manner of designs – some were 
quite abstract whilst others were recognisably human or 
animalistic in form. 
Not surprisingly a great many of these signs and symbols 
have permeated drawings and prints since my return 
and naturally have been recorded, synthesised and have 
inspired the invention of yet more characters - that 
are continuously added to an ever increasing library of 
motifs. 
Corn Store Water Course  Lithograph 
480mm x 460mm 1997
Painted Desert Acrylic and Graphite
445mm x 415mm 1997
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Flags Floats and Boats VII Lithograph 180mm x 180mm 2005
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Flags Floats and Boats
Aberystwyth Portfolio for the RE
Founded as the Society of Painter-Etchers by Francis 
Seymour Haden (1818 - 1910) in 1880, The Royal Society 
of Painter-Printmakers (RE) as it is now known shares 
premises with The Royal Watercolour Society (RWS) at 
The Bankside Gallery, next to Tate Modern in Southwark. 
With approximately 132 fully-elected (RE) and associate 
members (ARE), the Society, which originally was intended 
to provide a voice for etchers who had been refused the 
right to exhibit at the Royal Academy Exhibition, now 
represents the full diversity of contemporary British 
Printmaking.
In recent years the Society has become increasingly 
proactive in the promotion of graphic art and an annual 
exhibition for members is held at the Bankside Gallery, 
normally in late spring or early summer. Further support 
has occurred through the establishment of The Print 
Collectors Club and there has also been considerable 
success for members at the annual London Print Fair that 
is held at the Royal Academy. 
Support for new emerging artists has been encouraged 
this year by submissions to the First RE Open Exhibition 
that was held at The Bankside Gallery during August 2012 
and the Society continues to provide two opportunities 
a year for graduate students to become associate 
members.
Printmaking Today is the oficial authorised journal of 
the RE and has been published quarterly every year 
since it was founded in late 1990. Under the editorial 
leadership of Rosemary Simmons and Anne Desmet, the 
magazine has become highly respected and authoritative 
on all aspects of printmaking. Leading discussion on 
contemporary practice, it regularly includes articles on 
technical matters, critiques and reviews of artist’s work 
and exhibitions. 
The excellent series of Printmaking Handbooks published 
by A&C Black was largely due to the instigation of 
Rosemary Simmons and many members of the RE, 
including myself have contributed to the writing of a great 
many of these. My own handbooks on Stone Lithography 
and Plate Lithography were published in the UK in 2001 
and 2003 and have also been published further aield in 
China and in the USA.
This then is the background for the portfolio of prints 
entitled Flags Floats and Boats that was put together 
as part of my own submission and application for 
membership to The Royal Society of Painter Printmakers 
in 2005. As part of the application procedure a portfolio 
of eight prints and an accompanying sketch book of 
research and drawings was required – submitted to the 
Bankside Gallery for scrutiny by the selection panel. 
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Having successfully been elected as an Associate or 
ARE, one of the series Flags Floats and Boats VII was 
retained for the RE Diploma Collection that is currently 
held by the Ashmolean Museum in Oxford. In 2008 I was 
subsequently elected as a full member of the Society.
The series of prints produced for this portfolio were based 
upon drawings that I had been making of boats and 
ishing tackle at Aberystwyth Harbour during the summer 
of 2004. Harbours are closely associated with general 
interest in lotsam and jetsam and I was particularly 
attracted to the rich diversity of rusting metal, barnacle 
encrusted rudders and propellers, brightly coloured 
loats, the decaying patchwork of hulks, nets, ropes, 
rigging and lags. 
From these initial drawings a series of thumbnail 
sketches were made to work out compositions and 
also the likely number of colours and plates that would 
be required to print the images. For each of the eight 
prints, a key image that would eventually be printed as 
the penultimate colour, which was charcoal black, was 
actually drawn irst using lithographic crayon. Once this 
key image had been processed and proofed, further ball-
grained aluminium plates were drawn with crayon and 
tusche as colour runs that were then printed in sequence 
– with the key being printed on top. 
Included in the catalogue here are a number of the 
thumbnail sketches and also the sequence of plates 
and colour runs that were used to print Flags Floats and 
Boats III.
Thumbnail sketches working out separations required for Flags Floats and Boats III
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Colour runs for Flags Floats and Boats III  
Plate 1: Light Violet Grey   Plate 2: Yellow   Plate 3: Blend Red through to Crimson  Plate 4: Purple   
Plate 5 (Key Plate) Charcoal Black   Plate 6 (Tint Plate) Transparent Grey
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Alphabet Mn Lithograph 400mm x 530mm 2008
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Alphabets Lexicons Greganyce
Documenting a Dictionary of Visual Language
As interest in visual language has developed over nearly 
three decades, there has obviously been an accumulation 
of motifs, symbols and characters, which - as indicated, 
have been inluenced, inspired and synthesised from 
a great many different sources. Many of the symbols 
do indeed derive from drawings and prints that were 
completed whilst I was a student in Edinburgh. Others 
derive from Japanese Hiragana and Katakana and even 
borrow from Kanji as well. Yet more symbols have been 
collected along the way from the Petroglyphs of the 
American South West to the rock carvings found closer 
to home in Ireland.
And naturally there are also the symbols that have been 
invented, synthesised from found objects, from fossils 
such as ammonites and belemnites and from the lotsam 
and jetsam found locally on the beach. This almost 
obsessional activity has led to the development of a 
dictionary or thesaurus of sorts that includes not just 
letters of the alphabet but also categories for spirals, 
triangles, stripes, crosses and stars.
In terms of language, it has never been quite clear however 
that there has been any speciic or literal translation of 
these in the sense that one object or element means this 
or that. Certainly for me, some shapes do have distinct 
meaning, association or relationship to either memories, 
feelings, places and in some cases to speciic individuals, 
so perhaps in that sense these marks in charcoal, pencil 
and ink articulate a moment in time – recording through 
gesture and composition, mood, personality and issues 
that were current at the time of conception.
There has also been an emphasis upon the graphic 
qualities of the motifs themselves that perhaps are 
more palpable when meaning is ambiguous or unknown. 
How much more aware are we for instance of the 
extraordinary visual decorativeness of rock-carved 
spirals and chevrons, petroglyphs and the pictographic 
characters of alphabets – the meaning of which we have 
yet to discover.
Since 2006 then there has been an increasing interest in 
both the etymological origins of words and letters of the 
alphabet and also a desire to catalogue and document all 
of the symbols that I have amassed over the years. The 
former led to a series of prints based upon Alphabets, 
some of which are represented in the exhibition and 
here in the catalogue. The latter has become an on-
going preoccupation of documentation, a project called 
Greganyce that has involved irst drawing up letterforms 
on index cards, scanning and manipulating these digitally 
and cataloguing them on the computer. 
Eventually this invented language of Greganyce that 
appears to be developing ancient, old and contemporary 
versions – might yet appear in some dictionary form and 
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ideally will be realised as a tray of type, cast either in 
lead or laser-cut onto blocks of resin.
During this time I became interested in how alphabets 
and letters develop, how they take on the form and 
shapes and sounds that they do. Some letters such as A 
or Alpha and B or Beta have long histories – developing 
from pictographic representations of Egyptian 
Hieroglyphs through Phoenician variations to Greek and 
Etruscan letters not so dissimilar to what we have today. 
Drawings and prints have thus included variations of 
each letterform that refer to this historical derivation.
In looking at the origins of written language, I have 
also come across the theories postulated by Denise 
Schmandt-Besserat from the University of Texas whose 
research indicates the possibility that writing very likely 
emerged from counting. 
This research into tokens, small clay artefacts of differing 
shapes and forms, dating back to very early times found 
at sites throughout the Middle East in Mesopotamia, Iraq, 
Iran, Syria and The Levant is most intriguing. Thought 
to be devices for counting and accounting, often these 
tokens are found contained within clay envelopes that 
are inscribed with signs that frequently correlate with 
the tokens contained. 
Thus, it is surmised such symbols are early signs for 
recording numbers and at a later stage this developed into 
early forms of writing. The research then postulates how 
such signs developed into pictographs and henceforward 
into actual writing.
Signiicantly this has prompted not only several visits 
to look at artefacts in the British Museum that led to 
the development of yet another series of drawings and 
prints entitled Les Animaux et Amulets à Musée; but 
also inspired interest in the actual systems of charts and 
tables used to classify and catalogue developments in 
letter formation and these have been adopted particularly 
in the formation of thesaurus, lexicons and Greganyce. 
Pages from a sketchbook
Left: Drawings of Counters   Middle: Lexicon of Letter Forms  Right: Thumbnail sketches for Alphabets  
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 Letter Sheets for Greganyce: Ancient Greganyce, Early Greganyce, New Greganyce, Type Ideas
 Digital Prints, 297mm x 210mm, 2009 - 2011
 Above: Alphabet F Lithograph 
 265mm x 370mm 2008
Right: Alphabet G Lithograph 
400mm x 290mm 2008
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Lithography Stone with key drawing for Sippar Pan
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Les Amulets et Animaux à Musée
Cabinet Curiosity Compositions
Continuing interest in archaeology, origins of civilisation 
and in particular the etymology of language, alphabets 
and writing guarantees that a visit to the British Museum 
occurs every time I make the pilgrimage to London. 
As cultural batteries are recharged with sumptuous 
exhibitions, opportunity occurs for wandering the galleries 
and to time travel through Mesopotamia, Ancient Egypt, 
Greece and Rome. Equipped with notebook, pencil and 
pen – drawings of artefacts, amulets, fragments of 
scratching, carving and casting – evidence, traces of 
existence throughout the ages are recorded and become 
the inspiration for prints upon my return to West Wales.
Initially as I went in search of tokens – such as those 
described by Denise Schmandt-Besserat, I was naturally 
drawn to the museum cases in the Middle Eastern section 
of the museum that display artefacts from ancient 
Iran to Mesopotamia, Babylon and Ancient Levant. Of 
immediate interest were the clay tablets from Sumer 
and Mesopotamia that were used for cuneiform, dating 
back to 3000BC. But I was also interested in the great 
many other objects such as seals, counters, Alabaster 
Eye Figurines, amulets made out of wood, ivory, glass 
and faience.
Soon after I began drawing objects at the British Museum 
the inspirational Radio 4 series A History of The World 
in 100 Objects researched and presented by museum 
director Neil MacGregor was aired during the course of 
2010 and undoubtedly this affected the way in which I 
now assess and think about objects. 
That an object can be viewed in so many different ways: 
from its origin, material physicality, method of fabrication, 
intention, function; to its effect on culture, power and 
impact upon society in its own time and place and now 
within a contemporary context – is fascinating and allows 
for a multifaceted and almost cubistic perspective.
In my own work, the objects that have most inspired 
drawings and prints for Les Amulets et Animaux à Musée 
(otherwise known as Amusing Amulets and Animals) 
were the small and seemingly insigniicant artefacts that 
might easily have been missed. In some cases drawings 
were based upon small carvings of animals such as 
birds, terrapins, eagles and ish whilst others have 
largely derived from designs found carved into stone 
moulds used to cast in lead - pins, pendants and lucky 
charms. As fragments and detritus of human existence 
these objects are nonetheless potent signs and signals of 
culture, belief and everyday ways of living.
A stone mould measuring only a few centimetres across, 
dating from the end of the Early Bronze Age (2250-
1900BC) from Sippar in Southern Iraq, curiously, has 
been the source of several motifs including what I 
have since called Sippar Banners, Pans and Racquets. 
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The object itself was used probably as a mould for 
casting lead igurines and amulets and is described by 
one scholar – J.V. Canby as a ‘portable trinket factory’ 
that likely, would have been used by nomadic traders. 
Casting is in one sense a form of printmaking so it was 
intriguing to see how the mould could still be used 
to cast these objects, still as fresh looking as they 
would have been after so many millennia. Despite the 
somewhat blandness of these really quite tiny designs 
there was something timeless and contemporary about 
the geometric patterning that made a connection and 
they have featured in several prints.
From a series of small pen-sketches of this and other 
similar objects, further more substantial compositional 
drawings were then made in pencil and from these a 
selection were subsequently drawn up as key images on 
stone using lithographic crayon and tusche. 
In the case of the smaller prints, such as Les Amulets 
à Musée: Sippar Pan Cube, further colour runs 
involved computer generated tusche washes, digitally 
manipulated, exposed and printed from photoplate. This 
development of digital lithography is becoming the focus 
for the most recent and current research.
 Notebooks and sketchbooks
 Left: Drawings of museum objects  Right: Series of thumbnail sketches for Les Amulets à Musée 
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   Les Amulets à Musée Sippar Pan          Les Amulets à Musée Sippar Pan Cube
   Les Amulets à Musée Sippar Chequer Pan       Les Amulets à Musée Pan Chequer
   Lithographs 240mm x 180mm 2010 -2011
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        Welsh Time by Emyr Humphreys, illustrated with lithographs by Paul Croft, published by Gwasg Gregynog Press 2009
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Welsh Times
Gregynog Commision for Emyr Humphreys
Emyr Humphreys born in Prestatyn in 1919, considered 
to be the best English-language author and poet in 
Wales; has had a long and distinguished career, having 
published over twenty novels and a great many short 
stories, poetry, essays and screenplays for radio and 
television drama. 
After the War, Humphreys worked as a radio producer for 
the BBC and later lectured in drama at Bangor University. 
Throughout his career, his writing has relected his 
passion for Wales and has been concerned with both 
the gritty subjects of industry, mining and politics of the 
Valleys; together with more lyrical writing rooted in the 
landscape of Welsh myth songs and ballads.
In celebration of his ninetieth birthday, this collection of 
extracts and short stories published together as Welsh 
Time were selected by commissioning editor Professor 
M. Wynn Thomas of the Research Centre for English 
Literature and Language in Wales at Swansea University. 
Covering a lifetime’s achievement the selected works 
relect his own life and growing up in Wales during the 
Twentieth Century and chart the passage of time from 
birth through childhood, adolescence, adulthood and into 
old age. The collection is thus a representative cross-
section of his writing.
Published by Gwasg Gregynog Press in 2009, the 
commission entailed the production of eight prints, that 
did not necessarily have to be illustrations but would 
nonetheless accompany and complement the text. As 
I read through the script several times, ideas emerged 
initially as a series of doodles that later were then irmed 
up as more substantial drawn compositions. 
Clearly as there were fourteen separate extracts it 
wasn’t going to be possible to illustrate all of the text. 
The passage of time however was an important factor 
and this is conveyed by a series of changing scenes 
set against a constant and timeless landscape that was 
based upon the beach and headland at Tan Y Bwlch in 
Aberystwyth. Each drawing in the series of eight prints 
thus contain references to details from some of the 
stories which, themselves recount the life and times of 
characters living and working in Wales over the course of 
the Twentieth Century.
By way of example, Welsh Time II associated with the 
story Flesh and Blood (1974) shows a colliery pit head 
and a long winding road taken by the two main characters 
Lucas and Esther Parry. Welsh Time V was based largely 
upon the story Outside the House of Baal (1965) and 
comprises of elements such as the curve of the banister 
and the picture of Ma. Welsh Time VI refers to the poem 
Eddie in which a young soldier who has travelled to far 
off lands and seen the Taj Mahal and the Ganges - has 
been ambiguously released from conscription. 
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Welsh Time VIII the inal print in the series, illustrates 
the story National Winner (1971) – a lyrical tale of love, 
infatuation, conspiracy and magic.
After considerable planning the series of eight images 
that each measure only 170mm x 110mm were drawn 
up four to a stone using lithographic pencil and were 
printed four to a sheet, in two runs, charcoal brown-
black over light cream. These sheets were subsequently 
torn down to size at Gregynog and were then bound into 
the book by bookbinder Stephen Conway. 
Out of the inal edition of 250, 75 of these numbered 
I-LXXV were bound by hand in quarter blue leather with 
red buckram sides, hand-sewn silk end bands, blocked 
in silver on the spine and upper cover and are presented 
in a slipcase. The lithographs for these copies are those 
hand printed by me, and each volume is signed by both 
artist and author. 
The remaining 175 copies were bound by hand in 
quarter red buckram with blue paper sides, blocked in 
silver on both spine and upper cover and have instead 
offset printed facsimiles of the original prints, printed by 
J.W. Northend Ltd. David Vickers, Controller of Gwasg 
Gregynog was responsible for book design and all text 
was set by compositor Gerard O’Shea.
Left: 
Thumbnail sketches for 
Welsh Time 2008 - 2009
Facing Page:
Welsh Time 1 - VIII
Lithographs
170mm x 110mm 2009
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Lexicon Series: Tarn Lithograph 400mm x 300mm 2008
from the Portfolio The Machine Stops Inkjet My Foot
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From Traditional to Digital
Developing Digital Lithography
As a trained alchemist of lithography, not surprisingly 
then, there is still something quite appealing about the 
polished smooth surface of freshly grained limestone and 
I continue to be fascinated about how grease interacts 
with the calcium carbonate. 
Those of you who have become familiar with the process 
of lithography will undoubtedly have discovered the 
magical properties of tusche wash, which as it dries on 
the surface of stone, reticulates into a wonderful pattern 
of myriad web-like structures of sheer intricate beauty.
It may seem ironic then that a stone man such as myself 
would be remotely interested in the virtual world of 
pixilation, digitisation and computer generated images. 
However since participating in two international portfolio 
projects in 2008, I have become increasingly interested 
incorporating digital methods of working with traditional 
techniques of stone and plate lithography. 
Prints for The Machine Stops: Inkjet My Foot and 
Lithography: From Stone to Digital, both of which were 
shown at The Southern Graphics Council Conference, 
held that year in Richmond Virginia, were designed 
speciically to explore the interface between digital and 
analogue printmaking. 
For each project the print incorporated a key image that 
was initially drawn on stone using conventional crayon 
and tusche. Further colour runs were developed digitally 
using cut-and-paste in Photoshop, out-putted on to ilm, 
exposed and printed from photoplates. The resulting 
juxtaposition of manipulated digital wash seen next to 
conventional drawing created an interesting dynamic 
that has since inspired continuing research into the 
possibility of developing digital lithography.
Signiicantly the genesis for this is rooted in research 
conducted by myself and David Mohalattee at the 
Tamarind Institute in 1995-1996, when we irst explored 
the possibility of using Photoshop as a virtual prooing 
tool that would enable colour runs developed as layers 
to be colour-proofed digitally, so that theoretically time 
and effort would be saved at the press later. 
Complementing this, a series of customised brush tools 
and palettes of scanned and manipulated tusche wash 
allowed for cut-copy-and-paste build up of layers that 
afforded the virtual artist a relatively authentic digital 
experience of lithographic mark making. 
Basic, cumbersome and involving massive megabyte 
storage the research at least proved that it was possible 
to develop a strategy for digitisation of lithography and 
perhaps anticipated future developments: today palettes 
of wash are easily saved as patterns and control of digital 
brushes is so much more sophisticated. 
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At that time both hardware and software was limited. 
Whilst theoretically it would have been possible to 
develop a procedure for scanning a key image printed 
from stone and for an artist to then draw and proof 
layers on the computer, in practice the whole system 
was so unwieldy that it proved impracticable.
Since then, and during the last couple of years I have 
become more interested in determining how drawing 
using a Wacom Graphics Tablet with programmes such 
as Adobe Photoshop CS4 and notably, Corel Painter 12 - 
can lead to innovative ways for developing digital tusche 
wash and potentially provide an even more authentic 
experience of digital lithography. 
In recent research presented at the IMPACT07 
International Printmaking Conference in Melbourne 2011, 
not only was it possible to demonstrate reinement of 
digital tusche wash but also, how it is possible to achieve 
a digital equivalent for application, pooling, drying and 
reticulation of wash on screen. 
Working with a pressure sensitive stylus, Image Hose 
and Cloning Brushes that are provided as part of the 
Corel Painter 12 software, combined with rudimentary 
cut-and-paste - permits great freedom of expression and 
enables layers of drawing to be built up on screen quickly 
and in a wholly authentic and lithographic manner. 
Further manipulation using Corel’s exceptionally wide 
range of digital tools serves to provide a limitless range 
of drawing. Customised washes can also be easily 
Series of digital lithographs colour proofed using Adobe Photoshop, each 297mm x 210mm, 1995-1996
From Developing Customised ‘Wash Palettes’ and ‘Brush Tools’ presented as research for Tamarind Institute 1996
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exaggerated in scale, inverted, resized, cut and pasted 
to print with whatever design or composition is being 
developed.
Prints in the exhibition that have employed some of these 
digital techniques include Lexicon Series Tarn, Alphabet 
G, Alphabet F and all of the smaller prints in the series 
Les Amulets et Animaux à Musée – that have key images 
drawn and printed from stone and colour runs that were 
developed digitally and printed from photoplate. 
Included in the catalogue  is also an example of a test 
print from the series Space Between that were drawn 
exclusively using digital wash but were then printed 
lithographically from photoplates. 
So far to date development of digital tusche wash has 
been dependent upon the exploration and exploitation of 
existing applications, controls and settings found within 
programmes like Photoshop and Corel Painter 12 that 
are essentially designed for the production of graphics. 
Signiicantly Corel provides a much more painterly 
experience and the range of watercolour brushes that 
spread paint across the screen, bleed, drip and dry in 
real time point to exciting possibilities for the future. 
That speciic software could be designed and developed 
through collaboration remains a possibility and is for 
me the next step. It is very possible then that the next 
retrospective exhibition may comprise entirely of digital 
and web-based images. 
Between Spaces Test Print G 100mm x 250mm 2011
Digital Lithograph drawn using a Wacom Graphics Tablet with digital tusche wash 
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Les Amulets à Musée: Banner Pan Cube Lithograph 440mm x 570mm 2011
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Original Printmaking
For the general public, the deinition of prints, 
printmaking and what constitutes an original print is 
confusing and widely misunderstood. Commonly there 
is a lack of understanding of the differences between 
original drawings, paintings, prints and reproductions 
limited or otherwise. That this confusion exists is not 
helped by the introduction of digital terminology such as 
gliclée printing and the blurring of boundaries between 
photography, printmaking, commercial printing and 
indeed nowadays,  with the concept of paperless prints 
and wholly web-based material.
The term ‘original print’ has been the subject of 
considerable discussion, debate and furious argument 
since, certainly the end of the nineteenth century. It 
is also mired with associated disputes between artists 
and organisations such as occurred in 1880 between 
the newly formed Society of Painter-Etchers and The 
Royal Academy, which at that time, did not recognise 
the legitimacy of engraving and etching. There have also 
been similar exclusions of screenprinting – regarded as 
a wholly commercial process until the 1960s, photo-
mechanical printing and not surprisingly digital prints, 
which are still yet to be fully understood and embraced.
There is also still, considerable bias and antipathy to 
printmaking that results in part,  from the association 
with commerce, industry and reproduction and also as 
a result of the hierarchical legacy of academies, where 
sculpture and painting are still even today, ranked 
as being higher ine art than the supposed craft of 
printmaking and indeed drawing – which often is not 
considered at all. It seems extraordinary that in the 
twenty-irst century such a state of affairs still exists and 
it is lamentable that in the UK there is little recognition 
of the rich wealth and diversity of graphic art. Where for 
instance can we ind the National Museum for Graphic 
Arts and Printmaking?
To understand these conundrums I tend now to 
differentiate between what might be regarded as printing 
and what is deemed to be printmaking. It is important 
to realise that most of the techniques used in the latter 
are for the most part those that were once used in the 
former and are now considered redundant. 
From the earliest woodcut, printing has always been 
concerned about the reproduction of image and text and 
achieving this in the most eficient and cost effective 
manner. As each process of printing has been invented 
it has generally replaced and superseded existing 
processes, in terms of the actual mechanical reproduction 
of drawn marks and also in the eficiency of production. 
There has also been a parallel development in the 
sophistication of the printed image, such that when metal 
plate engraving,  for example, replaced the woodcut at 
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the end of the Fifteenth century, it was far better able to 
convey detail and tone. 
Since then each development of printing has enabled 
better tone, colour and range of mark. Etching introduced 
during the Sixteenth Century for instance, was better 
able to print line and tone through hatching and stipple 
and being faster than engraving and more durable than 
drypoint, naturally made it much more appealing. 
The techniques of soft ground and aquatint introduced 
during the Eighteenth Century were able to reproduce 
the subtlety of chalk drawings and watercolour. Mezzotint 
sometimes known as Manière Noire was used in England 
to recreate full tone and colour of society portraiture. 
During the Nineteenth Century, it became possible to 
print topographical scenes using chromolithography. 
Finally with the advent of photography, photomechanical 
processes and now digital printing, today we think nothing 
of pushing a button to receive fully reproducible images in 
limitless numbers.
Those traditional processes of printmaking such as 
woodcut, wood-engraving, etching, aquatint, stone and 
plate lithography that are commercially redundant - are 
thus now free and ripe for exploration. Just as painters 
may think in terms of paint, printmakers through practice 
and acquired skill, are consciously aware of the intrinsic 
qualities of their craft and value the idea of deliberately 
exploiting these. The idea of thinking through process is I 
would suggest at the heart of originality, since the inherent 
quality of the medium, method and materials, become a 
central factor and part of the image making process.
The term ‘original print’ thus tends to refer to an image that 
has been conceived, developed or designed speciically 
through or for a particular print process and not as a 
reproduction of an existing drawing or painting. Although 
working drawings might exist for an image, very often 
the artist will work directly and quite spontaneously within 
any given medium. Within my own practice, the printed 
image is as much a response to working with crayon and 
reticulating tusche on the surface of stone even though I 
may still refer to an earlier sketch or drawing. 
Having understood that the original print refers to an 
artwork that has been conceived within a particular 
medium and is not a direct reproduction of an image made 
in another; the further complication and contradiction 
between the notion of the original and the limited edition 
still has to be squared. 
Except in the case of monoprints and monotypes, the 
potential for multiple images is naturally a fact of life in 
both printing and printmaking. Whereas in printing the 
intention is normally mass-reproduction in the thousands, 
in printmaking,  the limited edition tends usually to be 
ten, twenty or perhaps at most one hundred impressions.
The limiting factor in such an edition typically will be the 
maximum number of identical images that can physically 
be printed from a block, plate, or stone. Other constraints 
may be the commercial viability of an edition. Once the 
edition has been completed, the plates or blocks are 
normally destroyed, and in the case of collaboration, 
documentation for this is signed by the artist and the 
printer.
That digital printing can theoretically produce an ininitive 
number of copies and the fact that the process is so 
intrinsically bound to software and mechanical means 
of reproduction is for some, problematic in the ongoing 
debate redeining what constitutes original printmaking. 
In many respects however the digital printmaker is 
perhaps no different since software, electronic tools of 
increasing variability and sophistication are used just 
as etching needles, burnishers, gouges and crayons are 
used in analogue processes. Thinking through process, 
experimenting and exploiting the inherent qualities of 
the medium is thus as valid no matter which process is 
ultimately used – providing that it is not used as some 
form of bland reproduction.
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Glossary of Printmaking Techniques
aquatint (n) (v) An intaglio process originally developed 
during the C18th for reproducing watercolour, aquatint 
is used to create areas of tone and texture in a print 
facilitating the printing of colour. Traditionally aquatint 
was produced by applying and fusing ine resin dust or 
rosin on the surface of the plate and allowing the acid 
to etch the resulting texture. Today acrylic polymer 
airbrushed on to the surface of the plate is used as a 
safer alternative.
chine collé (n) (v) A collage technique of applying ine 
Japanese papers or colour tissue to the main substrate 
during printing - for the purpose of developing areas of 
local colour or subtle differences of tone. Once printed 
the chine collé is seen behind the printed image and is 
discernible only from its colour and texture.
collagraph (n) A popular technique of plate construction 
used in both intaglio and in relief printing, whereby a 
variety of materials are used to collage the image. The 
resulting textured surface of the plate can then be inked 
as in etching or with a roller. 
cyanotype (n) An early photographic technique invented 
by Sir John Herschel in 1842, whereby a negative is 
exposed on to paper that is prepared with ammonia-
citrate of iron and potassium ferricyanide. Also known as 
a blueprint. 
digital print (n) A computer generated print that relies 
upon a pixellated image. Printed as inkjet, gliclée or laser 
copy - digital printing and computer generated material 
is also commonly incorporated with traditional processes 
in the production of hybrid printmaking.
drypoint (n) (v) An intaglio technique of drawing directly 
on to metal plate using a drypoint needle.  Traditionally 
the technique was used from the late C15th as a means 
of sketching images prior to engraving or etching. Today 
it is used primarily because of the quality of the resulting 
printed line which tends to be soft and blurry in nature. 
Used also in combination with other techniques.
engraving (n) (v) Plate Engraving is an intaglio 
technique of cutting images directly into the surface of 
copper plate using tools such as burins or gravers. In 
popular use from the C16th, trade engraving became 
synonymous with reproduction of images usually 
conceived in other media. Today it is used primarily 
because of the quality of the resulting printed line which 
unlike drypoint and etching, tends to be rather formal 
and clean cut in character.
etching (n) (v) Intaglio process of printing in which the 
image is bitten or etched on to the surface of copper, 
zinc, or steel, using acid such as nitric or a mordant such 
as ferric chloride. Normally the plate is irst covered with 
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an acid resistant ground - traditionally composed of wax 
and tallow, through which the image is then drawn. When 
the plate is immersed in the acid, only the drawn image 
becomes etched. Etching includes soft ground and hard 
ground resulting in the former a soft pencil-like printed 
line and in the latter a pen and ink-like printed line. 
intaglio (n) Generic term used to describe any process 
of printing from a plate or block that has been incised 
or etched and where the ink is held within the drawn 
lines of the image. During printing, the intaglio surface 
is inked such that the relief surface is wiped clean. 
As the paper and plate are passed through the press, 
the paper is literally pressed into the incised surface, 
making contact with the ink and printing the image. 
Intaglio processes include: drypoint, engraving, etching, 
aquatint, mezzotint, photo etching and collagraph.
linocut (n) Technique of relief printing in which a block 
of linoleum is used to print an image cut into it in relief. 
Being of a relatively soft material, lino is often used 
for printing images in colour by a technique known as 
suicide or waste block, which involves cutting away more 
of the block after each colour has been printed. 
lithography (n) Process of planographic printing from 
a lat surface of prepared limestone that was invented 
by Alois Senefelder in 1798. In lithography the image is 
drawn on the surface of the stone using greasy materials 
and is then processed chemically such that only the 
drawing will accept ink. Providing that the stone is kept 
damp during printing, all non-image areas will remain 
ink-free. Since the early C19th, other forms including 
zinc and aluminium plate lithography and photoplate 
or offset lithography have been developed. Most recent 
advances include waterless lithography or siligraphy and 
polyester plate printing, all of which are commonly used 
by commercial printers. 
mezzotint (n) An intaglio technique of printing invented 
in 1642 as a means for reproducing drawings and 
paintings in full tone and colour. The technique involves 
preparing a copper plate using a mezzotint rocker, which 
creates a pitted surface such that the plate when inked 
will print fully in black. The image is subsequently made 
by burnishing the surface to obtain a range of greys 
through to white. 
monoprint (n) A print that exists in unique form but 
which is printed from a matrix that is capable of printing 
similar impressions.
monotype (n) A print that exists in unique form and 
which is unrepeatable. Commonly monotypes are made 
by painting with ink on to a sheet of glass or Perspex. 
Other forms of monotype can also be made in lithography 
and in screenprinting. 
original print (n) Any print that involves the artist 
designing, drawing and printing an image from blocks, 
plates or screens. Unlike a reproduction, the image is 
generally conceived with reference to the processes and 
techniques used and although the resulting image may 
exist in multiple, it will usually be produced as a limited 
edition. The term has often been redeined and as new 
technologies emerge considerable controversary has 
ensued as artists challenge the norm.
photomechanical printing (n) Any process of 
printmaking that involves the use of photography in 
the preparation of printing matrices. Resulting images 
however may not necessarily be photographic in 
nature as drawings may be exposed on to plates or 
screens. Photomechanical processes include: photo-
etching, photo-engraving, heliogravure, photogravure, 
photoplate lithography, photo-silkscreen printing, helio 
relief printing  and many other associated  processes.
pochoir (n) French term for the technique of stencilling 
in which colour (usually gouache) is dabbed through a cut 
stencil or screen. Generally thought to be the precursor 
to the development of screenprinting, pochoir was used 
by Matisse to produce is series of ‘prints’ called ‘Jazz’.
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proof (n) (v) Term used to describe a trial print. Normally 
prints are developed through a series of different stages 
and result in prints known as state proofs.
relief print (n) Any form of printing that involves 
cutting a block such that negative areas of the image are 
removed and the design is left ‘in relief’. During printing 
the relief surface is inked using a roller and the paper 
is then placed on top under pressure - either from a 
press or as result of burnishing. Relief printing includes: 
woodcut, wood engraving, linocut, relief etching and 
helio relief printing. Some collagraphs that are made by 
building up surfaces using collage may also be printed 
in relief.
reproduction (n) Any print that reproduces in multiple 
form an image made in another medium - such as 
paintings and drawings. Commonly photomechanical 
processes such as offset lithography are used - 
although prior to the advent of photography, copyists or 
chromistes reproduced images by hand as engravings 
or as chromolithographs. Not usually considered to be 
original prints.
screenprint (n) (v) Also known as serigraphy - 
screenprinting is the process of stencil printing developed 
in the C20th whereby the image is held on a ine mesh 
stretched over a frame. 
woodcut (n) Technique of relief printing in which a 
block of ‘long grain’ or ‘plank’ of wood is used to carry an 
image cut in relief. The oldest form of printing, woodcut 
was used in China as early as the C6th and was not irst 
used in Europe until as late C14th. Normally hard woods 
such as cherry or pear are preferred, but today softer 
materials such as pine, plywood and MDF are employed. 
wood engraving (n) Technique of relief printing in which 
a block of ‘end grain’ wood is engraved with an image cut 
in relief. Popularised and developed by Thomas Bewick 
in the late C18th, wood engraving differs from woodcut 
in that the images are usually more inely cut and are 
seen as ‘white line images’ against a dark background. 
Normally small blocks of very hard boxwood are 
preferred, however lemonwood and an acrylic material 
called Derlin - used and pioneered by Edwina Ellis can be 
engraved successfully as well.
Les Amulets à Musée: Blue Bird, Fishy Fish, Eddy Eagle and Terry Terrapin  Lithographs, 335mm x 250mm 2010 
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2009  Aberystwyth Printmakers at Lang Byre Gallery, Banchory, Scotland   
2009  Earth and Sky Student Union Gallery University of Arizona Tucson 
2009  Paintings and Prints St Dogmaels Gallery St Dogmaels Wales 
2009 The Royal West of England Academy Print Exhibition Bristol
2009     The Second Bangkok Triennial International Drawing and Printmaking Exhibition 
2009  Impressions from West Wales, Aberystwyth Printmakers at Wales Millennium Centre Cardiff
2009 Wrexham Print International, Memorial Gallery, Yale College, Wrexham
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2008     Aberystwyth Printmakers at Brecknock Museum Brecon, Wales
2008     Earth and Sky Exchange Exhibition between University of Arizona Tucson and School of Art Aberystwyth
2008     The Machine Stops: Inkjet My Foot Southern Graphics Council Conference, Richmond, Virginia, USA
2008     Lithography From Stone to Digital, International Portfolio curated by University of Nevada, Reno
           Southern Graphics Council Conference, Richmond, Virginia, USA
2008     Stone, Plate, Grease, Water Llantarnam Grange, Cwmbran, South Wales
2008     RE Annual Exhibition, Bankside Gallery, London
2007 Wrexham Print International, Memorial Gallery, Yale College, Wrexham
2007 Prints of Wales, Belger Arts Centre, Kansas City, USA
2007  Aberystwyth Printmakers at Oriel Cambria, Tregaron
2007  Aberystwyth Printmakers at RCA Conwy
2007 Contemporary Welsh Printmakers VM Art Gallery, Rangoonwala Community Centre, Karachi, Pakistan
2007 Contemporary Welsh Printmakers, Alhambra Art Centre, Lahore, Pakistan 
2007 Stone, Plate, Grease, Water International Contemporary Lithography MOMA WALES Machynlleth
2006 Affordable Art Fair, Battersea Park, London 
2006  Stark Gallery Winter Exhibition Canterbury 
2006  Royal Society of Painter Printmakers Annual Exhibition, Bankside Gallery London
2006 Aberystwyth Printmakers at Oriel Mwldan, Cardigan 
2006   Aberystwyth Printmakers at Oriel Theatr Cmyru, Mold
2005 Wales Drawing Biennale, Aberystwyth Arts Centre
2005 Aberystwyth Printmakers, Aberystwyth Arts Centre
2005 Aberystwyth Printmakers, Present Prints, Oriel Coliseum Aberystwyth 
2005 fforma landscapes at Jbinc Aberaeron 
2005 A/P Uncorked, Exhibition of Aberystwyth Printmakers, Cambria Arts, Tregaron, Wales
2005 fforma at Oriel Clwyd Theatr Cymru, Mold, Wales
2004 Prints by Paul Croft TMP and Edwina Ellis RE, Bronglais Hospital, Aberystwyth
2004 Spring, Summer, Winter Exhibitions, Attic Gallery, Swansea
2004 Swansea Print Workshop Auction, Glenvyvian Museum, Swansea
2004 Especially when the October Wind, Oriel Myrddin, Carmarthen, Wales
2004 fforma at Oriel Mwldan, Cardigan, Wales
2004 fforma at St David’s Hall, Cardiff, Wales
2004 Royal Ulster Academy, Ulster Museum, Belfast
2003 fforma at Y Tabernacl, Museum of Modern Art, Machynlleth 
2003 Original print Exhibition, Lodge Studio, Dundrum, Northern Ireland
2003 12 by 12 fforma at Toko, Aberystwyth, Wales
2001 fforma at the Courtroom Gallery, Lampeter, Wales
2001  The Wrexham Print International 2000 Memorial Gallery, Wrexham. 
2001  National Print Exhibition organised by The RE, The Mall Gallery, London.
2000 The Chong Qing Print Festival, The Muban Foundation, Chong Qing, China.
2000 Exhibition by Leading Ulster Artists, Lodge Studio, Dundrum, Northern Ireland.
2000 The Harlech Printmaking Open 2000 Theatr Ardudwy, Harlech, Wales.
1998 The First Shen Zhen Ink Painting Biennale, Guan Shan Yue Gallery, Shen Zhen, China.
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